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Others taunt rae with having knelt at well-curbs
Always wrong to the light, so never seeing
Deeper down in the well than where the water
Gives me back in a shining surface' picture
Me myself in the summer heaven godlike
Looking out of a wreath of fern and cloud puffs.
Once, when trying with chin against a well-curb,
I discerned, as I thought, beyond the picture,
Through the picture, a something white, uncertain,
Something more of the depths — and then I lost it.
Water came to rebuke the too clear water.
One drop fell from a fern, and lo, a ripple
Shook whatever it was lay there at bottom.
Blurred it, blotted it out. What was that whiteness?
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INTRODUCTIOM
Few Americans have achieved such an unquestioned place in our
literary culture as Nathaniel Hawthorne, Regardless of the flaws which
can be attributed to him because of his supposed lack of realistic detail
and characters who remain remote and unalive regardless of elaborate
description, his art mirrors a mind especially attuned to the con
flicts between the ideal and the real which are basic to the American
experience. Time has not radically altered this basic experience nor the
perception of it that chooses the borderline between the objective and the
imaginary as the proper domain of the fictionist's pen. Approximately one
hundred years after publication of Hawthorne*s best work we find another
American novelist and short-story writer, Bernard Malamud, not only pre
occupied in a similar way with "the inner reality of American life"^ but
also often accentuating or symbolizing his theme in imagery reminiscent of
that earlier American voice. The theme which the two most hold in common
is suggested by such terms as "alienation," "guilt," "identity crisis,"
self-confrontation." Both Hawthorne and Malamud write of characters who
are isolated, often guilt-ridden, who should or must seek to confront them
selves and find their true identities in order to find either personal
peace or a place in society — or both. In action and thought this theme
often resolves itself into a basic concern of life and literature — the
appearance-reality conflict. This conflict is highlighted in both by a
most appropriate image — the mirror.
To reach an understanding of the affinity of theme and technique in
the works of these two writers, I wish to concentrate on the first two
novGls of both men: Hawthorne's Scarlet Letter (I850) and House .of
^ Seveyn Gab^ (I85I) and Malamud's Matural (1952) and The Assistant
(1957). It is both appropriate and necessary, however, to first examine
the motivations, the background, which has been partly responsible for
making them literary brothers. Since literature inescapably "has a rela
tionship to social and intellectual history ... as symbolic illumina-
2tion,- we will first take a cursory look at some facets in our history
which have contributed to the development of an American spirit which is
contradictory and fra^ented, which is unsure of itself and its aspira
tions. It is this spirit or "inner reality," present in all human souls
but exaggerated in the American soul because of the lack of a unified
tradition, which has moved many of our writers to use techniques and to
create a tone which reflects a mood of desperation, conflict, and impris
onment in juxtaposition with a theme which emphasizes the need for love
and a belief in human potential for personal betterment. Secondly, we
should consider the personal involvement Hawthorne and Malamud have in
the contradictory nature of the American spirit. Mo work of art exists
completely distinct from the life of the artist who crei-:ted it., The
Puritan background of Hawthorne and the Jewish back-round of Malamud, as
well as their sensitive perceptive natures, deepen their American sense of
man's quest for his real and better self and man's constant failures in
this quest. Finally, before investif^ating in depth one of the most notable
and comparable literary connections between their themes and artistic
techniques, the appearance-reality conflict as s^/mboliaod in mirror
ima,-ery, we will take note of several other similarities in technique,
related to their analagous position in the tradition of the A^aerican novel.
THE UiKER REALITY
The existence of the similarity, yet to be elaborated, between
Hawthorne and Malamud is no accident; its occurrence is indicative that
there is, broadly speaking, a basic American experience. This experience
has been dwelt on by such authors as Richard Chase, Ihab Hassan, D.H.
Lawrence, K.W.B. Lewis, and Robert 3piller,^ In simplified language the
experience is the dichotomy between philosophy and action which has
subtly plagued our citizens since the first settlers and which has also
helped prod the creative and progressive impulses which made the nation
fjreat. America came into existence because of the search for a "new
world," an escape to somethinj^ better. Inherent in the promise of America
and in the contractual agreements made between her early government and
its people was a guarantee of life, liberty, and happiness — and the
means to acquire the latter. Also implicit in the ideas of men like
Thomas Jeffex^son who helped build the system of democracy was a deep faith
in the integrity of the individual, almost a faith in the perfectibility
of the human spirit. America was the new Zion, the Promised Land which
, not only offered the ideal life to all who would seek it but also saw
herself, in John Winthrop's words, as "a Citty upon a Hill with the eies
people • • * upon us." Most future immigrants were to approach
the shores of this country with much the same spirit which combined a
desire for personal freedom and success with a sense of responsibility for
the destiny of the new society.
Already a- problem appears because freedom and responsibility do
not naturally combine. And in yet more specific ways the ideals of
this xrcedorn and promise differed with the facts. Life was endlessly
hard for new settlers. While the ever present frontier offered freedom
and demanded tough individualism, submissiori to external authority was
necessary for the successful cominunity buildin^j which was the first
order of business. As early as I637 the Cieneral Court of the Massachu
setts Day Colony "passed an order prohibiting anyone fron settling within
the colony without first having his orthodoxy approved by the magistrates"
(Boorstin, 289), The common religion which enforced this conformity
was Puritanism and its influence was to pervade the Americsn experience.
For the early American Puritans the Bible was the written law which
covered the whole of existence and reason's place was to interpret and
clarify » but never to challenge. Though salvation x:bs determined by
"the soveraign frt;edom of __Ood'_s_ pleasure," believers were to subject
themselves to constant self-analysis so "they mif^ht reach a fair assurance
of their own standing."^ The fall of man and his consequent and constant
tendency toward evil was stressed and strong theological and social
restraints were believed necessary for cora.iunity survival and to help
man keep the somewhat inexplicable covenant God had drawn with him,
Richard Chase has labeled the Puritan influence as a "I'ianichean sensi
bility," enchanced by its wilderness setting ("the devil's territories")^
and adapted to an infant democriicy ("sweet land of liberty"), which
instilled in our culture the "^rand niet.''iDhors of election and damnation,
its opnosition of the kint;dom of lifjjht and the kinj'dom of darkness, and
its eternal and autonomous contraries of (rood and evil" (Chase, 11),
While in many ways the Puritan philosophy was neccssary for survival in
the face of hersh and unpredictable realities and while its influence and
soiTiberness have sowetinies been exaggerated, it was a major contributor to
the contrariety of American life.
One result of this contrariety was a tension between the self
and society which was only to be increased by an accelerating complexity
of life and the continuing contradictions of experience. "Indian,"
"Nef^ro," "Civil War," "conscription," and "censorship" are only a
few of the key terms which haunt and disturb the American dream, Ihao
Hassan has tried to sum up the problems of almost three and a half
centuries of experience in America:
The American • • • was both dreamer and rapist, builder of
empires and misanthrope, ILvangel and Faust. . , ♦ He
envisa^^ed a universal brotherhood • • • yet he imposed
his will ruthlessly on man and nature alike. To the
individual he vouchsafed great liberties, and to the crowd
he allowed oppressive powers# He was, therefore, at once
lonely and gregarious, private and sociable, , , ♦ He
honored the "natural man," the generosity of instinct
rather than of the ^nind, yet the symbol of status and
wealth became his measure. Too often an idealist at
heart, he permitted his democratic denial of consciousness
c •• to bolster a pragmatic and materialistic temper and
to nourish anti-intellectualism. » • . Yet despite his
frenzied will to comjuer his environi-ient, despite his
eaner conformity to a social norm, the American always
put a high value on love, soirit and the unconditioned self,
(39-'iO)
By the middle of the twentieth century the individual in America was
seeking as hard as ever to discover .^ho he really was and should be and
the American promise of material, and especially spiritual, l^appiness
was still only a goal for many. Martin Luther King, in a speech made
just before his death in 1968, spoke the hopes of more than the i^egro
race when he proclaimed, "We as a people will get to the Promised Landt"
THE PERSONAL ELEJMT
To insinuate that all Americans have a conscious involvement in
the "experience" discussed above would, of course, be absurd; it would
be even more absurd to suggest that such dualities are absent in other
cultures and other histories. It is even, in a sense, too great an
abstraction to concentrate on the words "history" and "culture"
because, while circumstance and environment greatly afreet the life of
a people, contradiction and conflict are basic to human nature. With
these qualifications in mind it is still fair to say America is a land
in which the friction between dream and reality has been especially
felt and especially potent in influencing the lives of its individual
people. Our artist, especially our writer, with his more sensitized
nature and habits of close observation and analysis is likelj"* to be most
conscious and most consciously disturbed by the discrepancies in nature
in general, and the American environment will deepen this av/areness. It
may be impossible to conceive of a disillusioned Puritan, as Perry
tliller contends (6o), but it is fairly easy to understand the partial
but deep-seated disillusionment — what Alfred Kazin calls "their deep and
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subtle alienation . . ♦ on native grounds" — in writers like Nathaniel
Hawthorne and Bernard Malamud which moves their already skeptical
natures to plumb the traf-ical, ambiguous depths of experience.
Hawthorhe's own nature and personal heritage did much to develop
his absorption in the conflictin;; fi^cets in human nature and in
American life — and in the isolation which they engendered in the
aware, A long period of his life, I825 to I837, was spent largely
alone in his room in Salem tr^/ing to become a writer. Kot only were
these years of self-imprisonment his viriting apprenticeship but also a
search for self-knowledge. "He was almost as i.iuch a puz'/.le to himself
• « . as he was to anyone else» He seemed, in fact, to be two men; and
the one vras constatitly in the attitude of watching and conunenting on
the other,V/ith one hand Hawthorne reached out for solitude but with
the other often pushed aside his painfu'l loneliness and turned to the
companionship of warm friends such as Franklin Pierce and Horatio
Bridge and, after 18^1-2, his beloved 3op:-.ia. It seems his tendency
toward solitude sometimes filled };iia with guilt or, at least, grave
doubts as to its rightness so he fluctuated betueen secrecy and self-
revelation, bct;;cen a literary concentration on the virtues and suffering
of the isolated man and the need for social responsibility and
involvement,
Malcolm Rowley has siinuned up the doubleness which could apparently
be found everywhere in Hawthorne's character and which i'.elped lead
him to a preoccupation with what was real and what apparent: " • • •
he was proud and humble, cold and sensuous, sluggish and active, con
servative and radical, realistic and romantic; he was a recluse who
became involved in party politics and a visionary with a touch of
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cynicism and a hard sense of money values," And he knew it; he was
at times desperately aware of the co-existing but conflicting qualities
which could, so easily it seemed, re^:>ide in human nature. Thus
Hawtliorne was also quick to recof^nise tlie doubleness in his Puritan
ancestors who haunted him. Their earnestness, energy, stren^ith, and
8ambition resided in his memory in juxtaposition with their cruelty,
sternness, and intolerance. He had ancestors that went back to the
first Puritan settlers and the Salem witch trials of the seventeenth
century. These were roots that therefore involved him in Americans'
first attempts to assimilate an imported religio-ethno-centric view into
the other realities of American exititence and he was painfully aware of
its failures as well as its succcssgs.
Bernard l-Ialamud most likely has no such deep roots in American soil.
The Jew was a com-:)9rative latecomer to this country and, as Leslie
Fiedler says, when he began "to arrive in significant numbers toward
the end of the nineteenth century, he and America [_W6reJ already set in
their respective ways."^^ The guilt, repressions, and ambiguities were
already well foiTied in the American experience. The encounter vxith the
Jew, as opposed to the encounter with the Puritan, may be "irrelevant to
America's self consciousness"(Fiedler, 232), but the encounter with
America was not irrelevant to the Jew. The Jew did come with a well-
defined history; he was acquainted with the problem of havin,^ to protect
and often rediscover bis identity in the midst of exile and Dcrst-cution —
theshtetl and the pogrom. And in nany respects the Jew prospered here,
at least better than elsewhere in the world. In the Ion-; run, however,
the Jew was segregated mentally, and emotionally and, at tines, nhysicall;'.
He had a much harder time than any other white etbnic ,:rouo in tryin,; to
assimilate himself into American culture and American society.
In the proceSvS of tr>'ing to belong, the Jex-f was bound to also
absorb into his character some of the American experience. The promise
of opportunity and success was felt by him as by all iramij-rants, but he
often found himself in a pseudo-ghetto situation which inhibited his
talents, possibilities, and motivation. He was also affected, thou:;h
indirectly, by that prime symbol of American guilt and alienation, the
Negro. Jledler explains it from the personal experience of havin;?; his
mother point out, much to his surprise, the house in the now-Negro
ghetto where she was born:
... I saw the comedy and pathos of our pli/^ht, how we
looked to the goyish eye at the very moment we were looking
at the Nei^ro: the first symptom of a disease . . . which
eventually reduces newly seeded la^^ms and newly painted
houses to baked gray mud and scabby boards. l" could feel
the Jew*s special rancor at the IJej^ro for permitting
himself visibly to become , , , the image, the proof of
the alien squalor that the white. Gentile imagination
finds also in the Jex^. . . ,
For the Jew, the Negro is his shadow, his improbable
caricature, who he hates only at the price of hating him
self; and he learns quickly (unless he allows ra^^e to
blind him) that for this reason his own human dignity depends
not only theoretically but in terrible actuality upon
that of the Negro, (2^9-250)
With the passing of time, the Jew, for the most part, effected an end to
social alienation. But his success in this respect left him a victirn
of the complex doubleness so accentuated in the American human spirit.
In establishing his connections with this society he lost connection
with his real self and had to seek in a new kind of exile, redefined by
America and modern life, to find himself. The literary result was,
in iSidney Richman's words, an end to the "literature of adiiptation
jwhich waT] a willful counterfeitinr of [the Jews^] identity.
Instead, the Jewish iirriter —3aul Bellow, Bernard Wslainud, and Philip
Roth, to name a few —moved into the main lines of American fictional
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development and tradition in their portrayal of the "struggle to establish
unity with some unacknowledged center of one*s personality" (Richman, 2Z),
Thus the tvjo authors with whom we are here concerned have a personal
background of deep involvement with the dualities in American experience.
The myth of the Puritan may be an American product and the myth of the Jew
largely a European product, but their effects on the American writer are
similar: an increased sensitivity to the problem of the ego, the identity
of the soul, and the relationship of the individual to society. It is not
important whether or not Hawthorne's characters are Puritans or Malamud's
are Jews; but the human acknowledgement they brinp: to their characters is
without doubt influenced by their respective backj^rounds and in Hawthorne's
case, by a personality that was especially attuned to the puzzling; spirit
uality in man. Both men recognized the American awareness which consisted
of the soul's tendency to peer into the mirrors of historical past, present
experience, and the image of itself in others' eyes in order to ascertain
its own identity.
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THi:; AliliHlCMi LITKRjUIY PiiEiCLiPTION
Hawtl;orne and Malamud fit into the mainstream of Americsn fiction in
yet another wav — a way which should be noted here as an a.pioropriate final
introduction to the discussion of their use of mirror imagery, i'h©
American romance is a ^enre about which Richard Chase has written sn ex
cellent book entitled American l^ovel a_nd It^ 'I^;:ditiQn. If there are
individual points within it that can be disput^id, its thesis and general
exDlanation seem incisive and correct. The romance or romantic elements
as defined by Chase are inte^^ral to the writin":s of many of our best
authors, especially tho?e who have a "rich oassion for exLi-emes" (Chase, 27)
And extreme ranges of «Xfjerience and contradictions are tyijical of the
American culture; or, to put it another w;iy, beitv; denied a stable, v/ell-
deiined culture witti rootij ;ieb^.> enou tu js^.sure soci.-l, maLei'ial or to
orovide accepted resolution of conflicts, the American :rfi'iter has often
tui-ned to the disunities of American internal life and also the universal
problems of all life, oince such elements or experience exist most often
in the I'lind, ix>rtrayal of the daily "realities" of life will not suffice
for material and i:he writer must turn to the psycnolo.^dcal which is
often the abstract, the syinbolic, the dramatic. In the romaiice c!iari.cters
need not be thi-ee-dimensional and their itivolvement with, each other is
often narrow or obsessive. The rom;jnce often re.iect;; objectivity.' ;;nd
tradition in favor of subjectivity and the exploration of neW' views or
solutions of nroblems. It concentrates, in -ienr.y Jaiues's vjords, not so
much on "'the things we cannot posijibly noL know, sooner or later'" but on
"'the tilings that, with all the faculties in the world, all the wealth and
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all the courage and all the wit and all the adventure, we never Ce'm
directly know: the thint^s that can reach us only throu?:^h the beautiful
circuit and subterfuf:;e of our thoughts and our desires'" (Chase, 2?).
Sidney Richinan was speaking of much the same thin;^ when he spoke of
I-lalamud's writinp; as capturing "the poetry of human relations at the point
where iiaagination and reality meet" (Richman, 1^3).
Hawthorne was one of the first to claim the word "romance" foi- his
own and ever since, regardless of the tvirticularities it mi,-;jit Miisume in
the hands of an individual writer, it has come to sijnify "the peculiar
narrow profundity and rich interolay of li^^hts and darks wiiich one
associates with the best Amoricsn writing. It has also si'^.nified, to be
sure, that conirion trait shared by the American romances as well as the
romances of other countries • • . — namely, the penchant for the mar
velous, the sensational, the legendary, and in general the heightened
effect" (Chase, 20)» This f^uote about Hawthorne has easily observable
ties with another quote made by Alfred Kszin about Malamud and The
"i^alamud is naturally a fantasist of the ordinary, the common
place, the averai^e. , , . he has a natural sense for the humdrum transposed
to the extreme, of the symbolic and the higiily colored. He tends to the
bizarre, the contorted, the vert^je of tliin s that makes you shiver, not
laugh.
To investigate in fiai the "romantic" qualities in the works of
Hawthorne and Malamud or the differinf- application of these qualities in
de[;;ree and kind would be a full lengtli project in itself and not api"jro—
oriate here. There is mucli skillfully done moral melodrama, some of which
is indicated in the descriptions to follow. In all four novels the ran.-e
13
of experience covered is relatively narrow and the charycters few. There
are in each of the four novels only four or five characters interacting:
Hester, Dimmesdale, Chillingworth, and Pearl (T^ Scarlet Letter);
Hepzibah, Clifford, Phoebe, Holgrave, and Judge Pyncheon (I^ House of the
Seven Gables); Roy Hobbs, Sam, Walter Whambold, Harriet Bird, and, later,
Roy, Pop Fisher, Bump Bailey, Memo Paris, and Iris Lemon (The Natural);
Frank Alpine, Morris Rober, and Ida and Helen Bober. (T^ Assistant). Only
in The Assistant do the characters coine alive and is there an attempt to
portray a real, growing emotional relationship. In the others the emotions
are abstracted, almost syiabolic. The settings, or sopietimes, as in the
case of The I^atural, the lack of setting is likewise symbolic: the American
wilderness and the enclosed town and the Puritan scaffold of ^ Scarlet
Letto, the old house of House of 3even Gables in some ways as
much a prison as that from which Clifford has come and the history from
tfhich they have all oome, the natural settings of ^ I'Jatural which are
either dream-like or surrealistic and the ballpark and the unpicturable,
gloomy tower rising above it (for the rest we ride tho events more in
homeless, rootless characters' minds, not their eyes), and, lastly, the
neighborhood grocery store prison in The Assistant which has a relationship
with Hawthorne's house, a gloomy bond witii roots that can either reveal
and change or destroy.
To add further symbolism to their settings —"to manage Ltheirj
atmospherical medium as to bring out or mellow the lights and deepen and
enrich the shadow of the picture,the romance, writer has often made
full and dramatic use of light-dark imagery. This is particularly true
Of Havjthorne and J-'Ialamud, It is so true, so pervasive in the novels, that
lij-
it is Impossible to document the contention adequately except by actually
readinti the novels. One exataple: the eerie light of uhe central scafj.old
ycene and the shifting; light in the forest scene of ^ Scarlet Letter are
kindred of the light-dark imagery in the last scenea of iiatur^, an
elaborate rendering of "Casey at the B^it," It is the seventh inning in
the pennant plaj^-off.
As he approached the plate-, the sun, that had been plumbing
the clouds since the game began, at last broke through and
bathed the stadium in a golden glow that caused the crowd
to murmur. As the warmth fell upon him, Roy felt a sob
break in his throat. The weakness left his legs, his
heart beat steadily • •
After purposely wasting the first two pitches on fouls aimed at enemies
in the stands and injuring Iris Lemon, pregnant with his child and with
love for him, he again steps to the plate ~ amid thunder and li,.*htnin?;
that does not signal rain. He strikes out. In the ninth inning as Koy's
turn to bat approachs, the sun "fell back in the sky. • • • The blank-
faced crowd was almost hidden by the darkness crouchin;_; in the stands.
Home plate lay under a deepening dusty shadow but Roy saw things with more
light than he ever had before.But amid "brooding darkness" with fire
in his eyes, Roy strikes out — "with a roar. Bump Bailey's form glowed
red on the wall. There was wail in the wind" (231-233)* The technique
is familiar enough now that Malamud feels no need to include equivocal
explanations concerning the "magnifying ynd distorting medium of the
imagination" or the "disease in , . • eye and heart" which often
accompanied Hawthorne's dramatic and s^^abolic emblems.
While the notion of what was important in reality — the inner
workin-xs of a man's spirit in conflict with itself — and of the function
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of fantasy — to symbolize or dramatize this reality — seems hii^hly
similar in the two authors, the practical application of the combination
sometimes shows marked differences. Hawthorne's romances .^ive us a "static
and pictorial version of reality" largely because character struggle stays
trapped within character description and as such the romances capture
"little of life's drama, its emergent energy and warmth, its conflict,
crisis and catharsis" (Chase, 7I). The a-^ony of Malamud's questing
characters is palpable; he often drons the attempt at fantasy or fantastical
descrxution in favor of character introspection portrayed in a tliird person,
narrated type of stream-of-consciousness which definitely shows the
Joycean influence. The connection of character to setting is handled
differently. In Hawt)iorne's novels, especially The Scarlet Letter, the
characters seem to have little or no sense of the setting which tends to
remain "a handsomely tapestried backdrop" (Chase, 23), In Malamud's
novels the characters are more often painfully aware of the bleakness or,
occasionally, the beauty of their surroundings. Also, durin;; parts of The
Ass^is^ the light-dark imagery, perhaps reflecting the deeper despair of
the twentieth century, becomes more reminiscent of that of a Dostoevskian
"underground man" than of that surrounding Hawthorne's charncters.
Hawthorne's explanation in The Scarlet Letter of the purpose of the
techniques of the romance writer - such as, few characters, narrow or
abstracted relationships, symbolic and dramatic settings, less concentration
on realistic detail and more on legendary, allegorical or astonishing
events __ is still relevant. One may wish to avoid his emphasis on creating
a "somewhere between the real world and a fairy-land" or spiritualizing
objects till they lose their substance O'O when expressing the -oal of a
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modern writer like l^ialaraud. But the creation of a "neutral territory" (34)
is diction that can apply suitably to both men. Territory too grounded in
the actual is incapable of expressing; the psyche which is the center of
action, and territory too grounded in the imaginary will lose contact with
the reality necessary to involve our senses or our sense' of actual
experience. The preceding discussions have ^ toto attempted to ^ive the
common reasons for the theme and that part of their style which is similar
in the writing;; of these two men. The imaj^ery which may be most directly
related to the theme in consideration is, as already suggested, the
reflected iinagery of mirrors. The reality in a mirror is distinctly
neutral territory; it is not the actual but is directly connected to and
dependent on the actual. It can bear a burden of suggestion and drama
that the actual scene could not.
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TllE COI^FLICT Ai:U Tiih; MIRROR
Malcolm Cowley has remarked of Hawthorne, "No other writer in this
country or abroad ever filled his stories with such s shimiriering wealth
of mirrors" (8). Several reasons for this have already been suggested^
Hawthorne himself explained his mirrors more than once. One revealing
passage from his notebooks concerns a sight on an excursion on the
Concord:
"I have never had such an opportunity to observe how much
more beautiful reflection is than what we call reality.
The sky, and the clustering foliaje , • • the effect of
sunlight • • • all these seemed unsurpassably beautiful,
when beheld in upper air. But, on gazing downward, there
they were, the same even to the minutest particular, yet
arrayed in ideal beauty, which satisfied the spirit
incomparably more than the actual scene, I am half con
vinced that the reflection is indeed the reality — the
real thing which Nature imperfectly ima^^es to our grosser
sense. At all events, the disembodied shadow is n^esrest
to the soul." (Matthiessen, 259)
The passage may suggest a lack of mature and artistic discrimination
between the actual and the ideal, as the over-exuberance of his more
fanciful nature sometimes did. But in Dractice Hawthorne usually knew
well where and how to use the "actual" and the "ideal," As F,0,
Matthiessen has pointed out in i\merican Renaissance, "the *ideal* that
Hawthorne wanted to oroject in art was 'the real': not actuality trans
formed into an imnossible perfection, but actuality disen^^ap:ed from
appearance" (26^0,
Hawthorne used the mirror as metaphor and s^onbol in several ways,
Amonr?: other things it was a symbol for the memory and the artistic
iraagination. In the introductory chapter of The Scarlet Letter he
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refers to the effect of the Custom House on his imaf^instion: it "became
a tarnished mirror" which "would not reflect, or only with miserable
dimness, the figures with which I did ray best to people it" (33), How
the ^aginative faculty should really fi^nction is sumiied ui; two pa^es
later;
The warmer light mingles itself with the cold spirituality
of the moonbeams, and coiTimunicates, as it were, a heart
and sensibilities of human tenderness to the forms which
fancy summons up. It converts them from snow images into
men and women. Glancing at the looking glass, we behold —
deep within its haunted ver.t^e — the smouldering; glow of
the half-extinp;uished ant>iracite, the white moonbeams on
the floor, and a repetition of all the ijleam and shadow
of the picture with one removed further from the actual,
and nearer to the imaf"in. tive. Then, at such an hour and
with this scene before him, if a man, setting nil alone,
cannot dream stranKe thin.^s, and make them look like truth,
he need never try to write romances®
In these two quotes Hawthorne is not so much using the mirror as imaf^ery
in his narrative but using his narrative to develop his philosophy of the
mirror. This poetic theorizing seems to have its effect on the first
use of the image in the actual narrative of the scarlet letter. Hester,
spending her day of punisriment on the scaffold, sees in "the dusky mirror"
of her mind (the mirror is also an actual mirror of her girlhood) her
past with parents and husUmd while the present glimmers "indistinctly
« • • like 3 mass of imperfectly shaped and spectral imn^es" (5^U55). In
^ of Seven Gables. Clifford meditates on his miserable past in
prison and on the contradiction of a benevolent Providence by looking
into "the mirror of his deeper consciousncss" (16B),
It is also in T^ House of to Seven Gables that this imaginative
device is extended slightly to use as a symbol of the universal memory
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or iuiaj-inetion. In Maule's well "the plsy and light agitation of the
water, in its upward e:ush, wrought laagically with these varigated pebbles,
and made a continually shifting apparition of quaint fis;ures, vanishing
too suddenly to be definable" (98). When Phoebe gazes into the fountain
she sees only colored pebbles; Clifford, on the other hand, sees, faces -
lovely in the image of his character or dreadful in the image of his past
fate (173)* The last mirror image in the book is again of i-laule's well —
"tlirowing up a succession of kaleidoscope pictures" which prophesy the
brif^ht future of the book's characters. (36^+). I'he very first mirror
image in the book had been of this same nature. The author makes a
distinct point of describing the "large, dim looking-glass" which hun^
in the old i^arlor and which "was fabled to contain within its depths all
the shapes that had ever been reflected there" (18). Later in the book
the inner regions of this mirror do come alive with dead P^mcheons and
Matthew i-Iaule in a description which also reveals the major use, a farther
extension of the one just described above, to which liawthorne put his
reflected imci!.;ery.
As the dead figure of Judge ft'tic;heon presides in the old parlor,
Hawthorne snorts with a scene of old ..noestors haunting the framed
picture of the old Colonel on the wall at nidrdght. iVith characteristic
equivocation he then asks to be excused:
The fantastic scene just hinted at must by no means be
considered as forming an actual portion of our story.
e^were betrayed into this brief extravagance by the
moonbeams; they dance hand-in-hand with shadows,
and cire^reflectcd in^ the looking glass, which, you are
avfare, is always a kind of window or doorway into the
spiritual world. (319)
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But any close reader of Hawthorne knovjs, as any close friend would have
known, that the reflected ima-je was a sorious and purposeful technique
and that the above quote was an apt explanation of the purpose of the
technique. The mirrored image can symbolically represent that other
self — the inner self, the self separated from the physical body. It
is this use that most intrigued Hawthorne who, more than most men, lived
in two worlds, the ideal and the re;-'l, the immaterial and the material.
In his own life he constantly sought to discover what he vfas really like
as OQposed to what he seemed to be like, to fight his inborn tendency to
live in a spiritualized world ignorinj; the p'lysicsl, temporal one, and
to understand the similar contradictions in New Enj^land's history. His
writing reflected his constant efforts to bridge the two worlds. There
is a delightfully done scene in Scarlet Letter which can be seen to
symbolically reflect its authors constant urge to retire into his oxra
spiritual bein,cf — or the ideal — and there root his existenpe, only to
rediscover that spiritual being separated from phj'.sical reality does
not equal reality — at least on this earth:
Here and there she came to a full stop and peeped curiously
into a pool, left by the retiring tide as a mirror for
Pearl to see her face in. Forth peeped at her, out of the
pool, with dark, glistening curls around her head, and an
elf-smile in her eyes, the image of a little maid, whom
Pearl, having no other playmate, invited to take her hand,
and run a race with her. But the visionary little maid,
on her oart, beckoned lik(:vj-ise, as if to say, —"This is
a better place! Come thou into the poolI
•At first, as already told, she had flirted with her own
image in a pool of water, beckoning the .ui.^intom forth, and
— as it declined to venture — seeking a passage for her
self into its sphere of imi;alxJable earth and un8ttai.,able
sky, 3oon finding, however, that either she or the image
was unreal, she turned elsewhere for better pastime,
(159,163)
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Of the approximately thirty images of reflection plus numerous mirror
analogues in The Scarlet Letter and The House of the Seven Gables, most
center around the significance of the reflected appearance and its con
nection to reality. The "mirrors" usually symbolize a character's desire,
need, or ability to perceive actuality disengaged from appearance and thus
obtain essential insight into his own bein^^ and situation.
It may be stretching; a point to say that Pearl, as described above,
mirrors Hsirthorne's particularly ambi-;:uous nature but that her function
is to act as a dramatic mirror for Hester or, perhaiDS, society's condem
nation seems indisputable. She may not be a character at all but an
artistic device, a flesh and blood mirror. Most descriptions of the child
contribute to this impression by concentrating; eit?ier on the reflections in
her personality or her own reflection in water. One example has been cited
above. A more striking example is the lengthy description of her in the
forest meetinr^ which dwells on the mirrored image of her "fantastic
beauty" in the brook, "the boundary between two worlds," The description
centers around two sentences:
Just where she had paused, the brook chanced to form a pool,
so smooth and quiet that it reflected a perfect image of her
little figure, with all the brilliant picturesqueness of her
beauty, in its adornment of flowers and wreathed foliage,
but iiioro refined and spiritualized than the renlity. This
image, so nearly identical with the liviny Pearl, seemed to
communicate somewhat of its own shadoijy ;..nd intan,^ible
quality to the child herself,
Hawthorne goes to some effort in his de;icriptions to muke Pearl unreal,
"r^reternatural," "elf-like," "a spirit," "a living hieroglyphic." In at
least four descriptions she becomes Hester's spiritual mirror, Hester,
naturally alienated by a spirit of Independence and an inquisitive
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intelloct, Viaa been further Isolated by the comiaunity for the sin of
adultery. It would seem there would be little question for her deciding
that her actions have been holy and richt because, for her, community life
is a must and she will not be able to function within it unless she under
stands and, to some degree, accepts the justness of its charges and its
ostracism. She "knew that her deed had been evil" (83) and yet feels more
than ever that "the world's law was no law for her mind" (155). The conflict
is obvious and unsolvable and very American in its emphasis on both social
responsibility and the preeminence of the individual. It drives her to
daily awareness of the signs in those about her that might clarify the
nature of her predicament. She sees part of her o;vti nature reflected in
Pearl: "It appalled her , . . to discern here, sgain, -'.ladowy reflection
of the evil tliat had existed in hersc'lf. All this eniaity end passion hcd
Pearl inherited, by inalienable rijht, out of Hester's liesrt. Mother and
drna-!.ter stoud to^^ether in the same circle of seclusion from human society"
(ad). Also reflected in the cliild't, .yss is the fear,, and jossibly bitter
ness, that she, Hester, has bet;n the victim of someone — whether it is
Dirm';esdr:ls or CJiillinifrforth, Hawthorne does not say:
Once, tl.is frea;:ish, elfish cost came into the child's eyes,
while Hester was looking at her own image in them, as
mothero are fond of doini;; and suddenly, — for women in
solitude, and with troubled h-arts, arc pestered with
unaccodntable delusions, --she fancicd that she beheld,
not her own miniature portrc'dt, but another face, in the
small bli=ck mirror of Pearl's eyes. It wi^s a fGce, fiend-
like, full of smilin^ malice, yet bearing; the sembli^noe
of features that she l.ad :aiown full well, thou^^h seldom
with a ^Jiaile, and never with uialice in them. , . . ^lany a
time afterwards nad ile.ster been tortured, though less
vividly, by the sam^. illusion, (9I)
Sucii mirrors can be both rovoaling ^inJ o'lj-Lructive; the conflict
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within Hester seems to prevent her from seeing throu;;h the iidrror and
into the real individuality Ox a real child — or into herself. Critics
have accused Hawthorne of creating in Pearl one of the most static and
unbelievable characters in fiction; on the other hand, perhaps it is
as much Hester (and society) as ilawthorne who creates the child as such,
Hawthorne may be letting his major character, lost in an attempt to
understand herself and yet adjust to the demands of the American Puritan
comraunity, assume a tendency which seemed so narked in his own life; a
tendency to believe that the imaginijtion can create a reality as potent
and actual as one basud on plii'sxcal certainty. Thus both Iloster and
Pearl see each other in terms of t'lat which most easily explains their
isolation from society; their imaf^inations exat;gerate features of
appearance which are part of reality into, at times, s total reality:
"Mother," cried she, "I see you here. LookI LookI"
Hester looked, by way of humoring the child; and she
saw that, owing to the peculiar effect of this convex sairror,
the scarlet letter was represented in exagi^erated and
gigantic proportions, so as to be greatly the most
prominent feature of her appearance. In truth, she seemed
absolutely hidden behind it. Pearl pointed uijward, also,
at a similar picture in the headpiece, smiling at her
mother, with the elfish intelligence that vjas so familiar
an expression on her small physiognomy. That look of
naughty merriment was likewise rei'lected in the mirror,
with so much breath and intensity of effect, that it made
Hester Prynne feel as if it could not be the ima^^e of
her own child, but of an imp who was seeking to mould
itself into Pearl's shape. (99-100)
Arthur Dimmesdale is tortured by his coiapanions; ip in iicster's moment
of intimate passion and by the added "sin"of secrecy which isolates him
from his sinful fellow man. His conflict thus doubled by lack of release,
he searches obsessively for understandin;-;, relief, penance, and for the
2-^
way to unify his inner individuality with his social position as
spiritual leader of the community. The Puritan habit of self-analysis
to clarify one's position in God's eyes becomes a desire to clarify
his situation to himself and thus drive himself to action:
He kept vigils • • • sometimes viewing his own face in
a looking glass, by the most powerful light which he
could throw upon it. He thus typified the constant
introspection wherewith he tortured, but could not
purify himself. In these len^^thened vi'.^ils, his
brain often reeled, and visions seemed to flit before
him; perhaps seen doubtfully, and by a faint light
of their own, in the remote dimness of the chamber,
or more vividly, and close beside him, within the
looking-gla ss, (137)
Roger Chillingworth, husband of Hester, has also been isolated —
from wife, home, and society by his own secret identity and secret
sin. His sin, cold and calculated, is different from Hester's and
Dimmesdale's but still social in nature; he violates the sacredness
and privacy of another man's soul in attempting to expose Dimmesdale's
secret and torture him for the sin. This was Hawthorne's unpardonable
sin and the only appropriate reflection for the author to place in the
mirror will be that of "Satan" (13I), the "arch-fiend" (l48):
The unfortunate physician, while uttering these words,
lifted his hands with a look of horror, as if he had
beheld some frightful shape, which he could not
recognize, usurping the place of his ovm image in the
glass. It was one of those moments — v/hich sometimes
occur only at the interval of years — when a man's
moral aspect is faithfully revealed to his raind*s
eye. (163)
All tliree characters just discussed above were victims not only
of human nature but also of the tensions of the new society in America,
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fho mirror iinai'^ &r.y in The Scarlet Letter does not portray a resolution
or the search for a unified identity — thoui-;h Hester and Dimraesdale
do reach a partial peace, the first throuj^h resignation and social
service and the latter through confession; it instead emphasizes that
the attempt to understand individual human nature, realize its potential,
and then reconcile it vjith social reality is never ending.
I^rrors and reflections are the inost profuse in Hawthorne's The
91. Gables, 3ome are used, as noted before, as a
symbol for the mind or memory or artistic imagination. It does not
seem far-fetched to find in one example, not noted before, a double
symbolism. The soap bubbles that Clifford blows symbolise the delicate,
refined nature of his soul or mind which the more practical or
hardened —. Judge Pyhcheon —might delight in destroying and also
llawthorne's particularized, sometimes over-worked view of his own pro
fession: "Little impalpable worlds were those soap bubbles, with the
big world depicted, in hues bright as imagination, on the nothing of
their surface. It was curious to see how passers-by regarded thes?
brilliant fantasies, as they came floating; down and made the dull
atmosiDhere imaginative about them. Some stopped to gaze . . . some
looked angrily upward ..." (193). Another way in which the mirror
delighted Hav/thorne is displayed in the description of the modern store
with its plentitude of glass, fixtures, and merchandise and "with
noble mirrors at the farther end of each establishment, doubling all
this wealth by a brightly burnished vista of unrealities" (51). Or in
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the narrative of Alice Pyncheon whose father only begins to realize the
true consequences of his actions when he views the scene framed in a
mirror: "Turnin?^ half around he caught a glimpse of Maule's figure in
the looking At some paces from Alice, with his arms uplifted
in the air, the carpetiter made a gesture as if directing doxmward a
slow, ponderous and invisible weight upon the maiden, 'Stayi
Maulei» exclaimed Ifr. Fyucheon ..." (23O). J'or the most part, how
ever, the reflections again deal with the conflict of reality and
apT3earance and a character's perception of both. The imagery often
reflects the effect of past experience on a character and also the
tendency of a mirror image to both reflect and accentuate a reality
within the soul.
Clifford, Hepzibah, Phoebe, and Judge Pyncheon are descendents of
the Puritan Colonel Pyncheon whose obsession with property has caused
him to usurp Matthew Kaule of a choice tract and eventually assist
in causing tiaule's death as a witch. The grand and dark house with
the seven gables which the Colonel builds becomes the physical symbol
of the inheritance of greed and oppression he will leave to his
descendents. It,also becomes, in the course of time, a symbol of the
isolation that has fallen on its inhabitants because of the lack of
courage and insight to deal with their identity and change their
situation.
Clifford, having spent thirty years in prison after being convicted
of the r.iurder of his uncle on the false evidence of his cousin, Judge
Pyncheon, returns to the old }iouse near the beginning of the narrative.
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HIg btsutiful, sensitive, intellirent soul been si-iothered by his
lon^ and unjust iinprisonnent and whi.t remains is, for the most psrt,
a ruined renlica, a reoluse from all society and its confusing, itniiersonal
cruv-:lty, Tl.is soul, this beint;;, had once bcc-n caught in an exquisite
Ifialbone miniature portrait* 3ut his present appearance is indicntive of
Ids present reality. Phoebe^ with the insight of the lYesh and eajtr,
sees reflected in the dressing govm, once worn in posing for the miniature,
his now miserable condition:
This old, faded garment, with all its oristine brilliancy
extinct, seemed in sone indescribable way, to translate
the vrearer's untold laisfortune, and make it perceotible
to the bchi^ldtr's eye. It was the better to be discerned
by this exterior type, how worn and old were the soul's
more in^JiLdiata garments; that form and countenance, the
beauty auci ;;race of wl.ich had almost transcended the
skill of the most exquisite of artists, (Hi )
Later it becomes apparent that Clifford has also been owitre of liis faded
youth and jaded possibilities. In the old house he is haunted by the
imar£ of what he has become; his despair and loneliness are made verbal
as he converses with the puazled gentlemen on the train which is tekin-^
him and Hepzibah from the social isolation and spiritual decay represented
by the house and its darkness au;'l nin ors. In remarks to be ec:;oeJ bv
Thoreau he dispara.-jes such roots as the "rusty, orczy, creaky, dry-rottej,
dai'k, ,'iisurablu old dim!;eon'* (2''V) vjliich is reprc:jcnt;Htive of the
desire for "rcal-cslato" for which most sins are committed (2Vd). In
conjunction .JLtl'. t lis ti.cury anti liis v'xtv! of tho old !iou;:t2, he exnitiins:
Wo lonj-.er aj^o t.ian thiM :;ioritin;", I was old, I remomoer
lookin?* In the i^ilass, and wondei'iur^ at my oim gray liair,
and t:ie wrinkle.^, mau,y aiiLJ deep, ri :ht across my brow,
and the furvov-js doi-m -ly cheeks, and the orodi^^ious
trampling of crow's-f^et about my teia-:le*5,l It was too
soon . , . (2-7)
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Clifford's co^'-nar.ion, Hepaibah, hts f:red no better in the looking
{^aas. ijhe too sees in the "oval, dingy-framed toilet glass" in which
Hawthorne pictm*es her inspecting herself before openini; the siiop a
reflection not only of a present sourness anJ dismay which is real but also
the misurable, misunderstood, isolated years spent in the old house
clii.{;in': to tlic past;
Her scowl, — as the world, or such part of it as some
times caur^nt a trotijitory .jlimpse of her at ir.t wi;..iow,
wickedly perjiisted in calling; it, — her scowl had done
Miss l[ep.:ib<<h a very ill office, in i.-;--t:itilishini; her
character as an ill-tempered old maid; nor does it iijpear
improbable that, by often j^rizlnj.; at herself in a dim
lookin^i^-^lass, and perpetually encounteriii ; her own
frown within its glvostly sphere, she liaJ bewU led to
interpret the expression almost as unjustly as tlie world
did, (3^-35)
Unlike Hester, Hepaibah makes little direct effect to understand lifts
and her placc in it. Having don© nothing wroiig, she still feels the
guilt of having done not' in£^ ri!.:ht, i'iie return of .lur brother frjia
prison and the coris^quent tjcct-saary actions to provide for and protect
him lead her not so ^-luch into self-anal •sis hut a nat ir^jl streiii^tliening
and broaden in/' of char?.ot tir.
Judge i^.'icheon is an isol:.ted and ruilty characicr who sediiil.;;;ly
feels neither the isolation nor the t^uilt, liis mcijor sins of slanslering
and causinj; the iinnrisonment of Clifford and seeking to wrest from
Clifford's mind th« secret of hidden Pyncheon wealth is corn-bounded by
nls total lack of desire or abilit,' to know himself. His ph, sic<il
resemblance to his ancestor, "the Puritan," is often mentioned and their
spiritual relatioasnip is emohasiaed in descriotions of si:fiilsrity of
character: "bold, imperious, relentless, crf.fty, laying: his ^-urposes
29
deep and following them out with sn inveteracy of pursuit that knew
neither rest nor conscience; trampling; on the weak, and wlien essential
to his ends, dointj his utmost to beat down the strong" (I38-I39), The
"red fire" (1^+5) sometimes kindled in his eyes is treated like the
hellish blue fire in Chillingworth»s eyes (122). His inability to
distinguish between appearance and reality is directly emphasized by
mirror imagery:
This proper face was what he beheld in the looking-glass,
. • . A hard, cold man, thus unfortunately situated, seldom
or never looking inward , and resolutely taking his idea
of himself from what purports to be his image as reflected
in the mirror.of rjublic opinion, can scarecely arrive at
true self-knowledge, except through loss of property and
reputation. ^62-263)
This man who was content to ignore his obligations to his fellow man
dies alone and is misf^ed or mourned by none.
In various other ways and places throughout these two novels and his
other works, Hawthorne used the mirror image as a symbolic brid/ze
between the isolation and frustration of the individual and his aspired-
to or needed sense of self-knowled;^e and human communion* One hundred
years later we would expect to find differences in the handling of this
device, as indeed there are. fhe main similarity, however, is basic
as expressed briefly by Theodore Solotaroff, one of the few critics to
comment on the relationship between Hawthorne and Malamud:
As in the romances of another moralist, Nathaniel Hawthorne,
there are a good many mirror'and li/^ht itna-cis in Malamud's
tales, and they signify much the same preoccupation with
those moments when the distinction between the objective
and the imaginary is suspended and the spirit sees either
itself or, in Hawthorne's term, its "embleiHs,"1?
While Hawthorne, so interested in the dsrk depths of the human soul,
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made many of his mirrors din or diisky, Kial;;riud's mirrors are often cracked,
pcrhf!05 si;;nlf; inf^ the author's understanding of modern men's schisonhrenic
nature. Malamud was not preoccuoied v;ith the reiVlected like Haw
thorne, and we find much less mirror imagery in his writinp; — approx
imately seventeen inirror imr\;es rdus character mirror analo;-:ue5 in the
first two novels. We mi.;ht justifiably suppose this to be the nntiirnl
result of a difference in ;:orsoiiality thou.'^ii little yet seems to be
knovm about Mcilamud beyond the skeleton bioj^rapnical facts of a basically
hsfjoy Jewish uubringin?: in Brooklyn, education including; an M.A. in
Enjlish, and a devotion to imagin: tive, honest writinf: concernin^ft man's
18positive potential* With a hundred vears of various t^oes of literary
realism and naturalism intervening betv;een Kalanud and Hawthorne, we
can .'jIso expcct the mirror imaiyer;' to occur more n^iturr^lly and unoi'tru-
sively and never to be accoirin;inied b' e::planations of the use of the
im;'i;;e such as '-e find in Havthorne. oclf-confrontation is the msjor
theme in I-lalamud's novels, and f)eople also becoiae nirrors reflectin '
essentijl ciiar.ctcristics of others in thi: novel,
The Ka lur^:! is about iioy Hobbs, an orphan and a natural wonder at
baseball wr.oae xirst c^.ance in the bi^;; leat;ues is stOT^ped siiort by a
silver bullet and whose Siicond chance, at the 3=^e of tliirty-four, is
complicated by a displaced love for Memo Paris, health oroblems, nnd)
especially,.-: lack of abilit - to see the truth about •-.imsclf and others
and deal with his emotional problems* The book be'-^ins with mirror inajerv:
Roy Hobbs pawed at the jl^ss before thinkin,; to ::rick a
match with his t'mnbnail cjnd hold the .s:.urtin:. finne in
•is cupped DJlm closc to the lower berth window, but by
then he h;.d fii;ured it wms a tunnel they were vMs.siu •
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tiirou^ili and was no lon,.:er sur^^rised st the brifjht sij^-ht
of hijnself holding a vellow li-ht over his head, t^eering
b.-^ck in. "(g)
This openinfs kneelint^ reflection apuroMriately enphssi^es the theme of
self-confrontation and need for self-knowledge and t.lso 3Ui;i;est3 the
obscurity and difficulty of Roy's quest; learning to know and deal
with one's self means wanderinp; in dar^ne^s much of the tiiue.
Thi."^ iina^^e sets the sta e for a s^-Ties of ilium nations which reflect
Roy, past and future, and from w^iicl4 he seems to learn nothin,-;. It
resolves into other characters, waiter the Whanmer Whanbold, whom Roy
defeats in a pitch-out contest early in the book, reflects the glory-
hun>':ry but d.stroyed baseball player Ro}- himself will becoTne, Sump
Bslle;/, an incorrij^ible prankster and se'if-centered player, reflects
the blindness to values and inabllit;- to love which will eventuall;,
cause Roy to face defeat in the >lalanudian sense — as a huraan bein-
wlio fails to utilize the goodness .and ability within idm, When Roy
first iiears Bump's voice in the Knif^hts locker room he tianlcs it is the
Iflliarmier's voice echoing tl-a-0U(5h fifteen years, and after Boznp's death,
which Roy indirectly ]-.elps cause,ho becoMe.g identified by the fans with
Burjip, He is not, however, ide:itified with Bunip by Memo Paris, Bumo's
fiancee whom Bmip had l.ricked into sleenin- with Roy and wifu whom Roy
ha.s fallen in love. Memo, re.-ardless of ocLiisional pretense to the
contrary, will never see Hoy .-jg a ,3er;son but only as Bump's killer and
only as she first s:.w him, his appearance reflected in a min-or as he
i:azL.s throu::li her onen hotel door at iier hraf-c'',oti'ecJ forni:
^he was combin.; Uer hair before a mirror on tlie wall :.s
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the streamed iti ar jund her throu :li the billow;/
curtain. When she saw him in the nirror she lot out
a scream, ;ie stepped b.iCk as if he hsd OLen iiicked in
the face. Then the door slaraned and he had a headache.
(to)
Tf Roy could see his reflection in these people and the r-rXlec^ion which
Memo haii substituted for his real self and suimion stren^jth to iieal with
the reflections, he night suc-^eed in baseball and in love. But he sees
only his past and that he can't deal with;
Bracing himself to fi^ht without stren,'-:th, he snsoped
on the lif^ht, Awhite sh-dow flew into the bathrooin.
usning in, he kicked the door ooen# An ancient hoarv
face stared at Iiim, "3ui;ip!" lie ;^roaned and shuddered.
An ai^e passed .... iiis own face £;azed back at bin
from the bathroom idrror, his T^ast, his yout: , the
fleet'n;^ years. ' (1^)
Maunted by trains, telepi.ones, silver bullets, and 3unp, Ro^• only continues
to stru,:gle and fail, jNor does he {inku ,;ood the cliance to absolve his
past fflillnr of osn, his trainer, w:,en confronted ye.': s later with, a
like fother-figure. Pop Fisher, tasnsger of the IJew York Knights. Nor
is he able to roco^dise in Hemo thi^ saine destructive forces as tliOoe
in Harriet Bird of the silver bullet, to whose fatal attractions he has
always felt juilty 3boi:t succuinbin.-;.
Rov agrees to help tlirow the pennant .^aiae to obtain f e .rjoney to
-larry u-rio; en !,e c'-.-.n-us Ms mind, it is too late and circainstrmceij,
tem:er,;.nd a bud dnj younj pitcher, an eclio of hiinself f lfteL^n yuai-c. a,:o,
.o,.bine to force hi.i to the final -icfc.t. .s he l.te. confronts nnd
;^u:rtfnjls the Judje, th.. crookeJ omicr of the tcijin who h^U bouji.t hi:a off.
Kemo fires . :ur. .t him. "The buJlet ,r-..d id. sh.ulder .nd broke
the Jud-e's t>:.throom •idrror. The 1... clattere ! to the floor" (£30}.
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The shattering {^lass symboliaes the failure on the uart of Roy, perhaps
all four characters In the room, to come to grips with their real selves
and to realize their true potential for good, f^reatness, and peace.
While The Natural ends in defeat for its main character, it does not
deny the possibility of future victory. Hoy is at least able to
recofrnize, "I never did learn anything out of mv ^•>ast life, now I have
to suffer again" In The Assiotant, however, the end brin^^^s
partial victory, a victory over warrim' elements witiiin the main character
and over past nistakes — which results in the small peace self-knowled;.-:e
and realization of potential can brint:. It does this re,.:ardless of
being a novel saturated to the end with oain, poverty, spiritual depriva
tion, and ironic contradiction. Fr^nk Alidne, about wboae orphan past
we learn little and tiiat little sut;£;estin;^ loneliness, sldftlcssness, and
a basically r^ood soul, is introduced in a hold-up scene robbin.^ the
Jewish ;;roqer, Morris Sober. "A cracked mirror hung behind him on the
wall and every so often he lYank turned to stare into it,"^^
Minutes later the reluctant thief sees in the nirror his unrelu:;tant
comrade, Ward Mino^ue, clout the Jew unconscious. The view In the mirror
displays not just an isolated incident but the tvfo ciiaracters who
renrej^ent the potential lialves of bVnnk Alpine's ego; it also, Of
couri;e, franes the incident and freei.es it into bu irn^.^e with a more
permanent uramatic ii!(i]>ressioti — a teciiniijue Hawthoruo well understood,
Frank had ;jone into this particular venture with VJard bccause of a
revelation had at the depth of desoair, a "terrific idea • . • that he
was meant for crime" (9^^)- Oays after the robber2/ Frank returns to the
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small inprtsonin;^ /grocery store and becomes, despite persistent objections,
an assistant to the wounded Morris Sober, who is himself a symbol of the
isolation and frustration brou;;ht on by race, lack of ooportunity, lack
of initiative, and the unfulfilled promises of Ainerics,
While JVank, his past unknown to the grocer, continues to steal from
Morris both his money and his dau):;hter, Helen, he is also being exi:.osed
to the nery^etually sufferin.^: Jew's Philosophy that "this [To be a
Jewj means to do what is ri-ht, to be honest, to be -Tood. This means
to other neoole, Ou.r life is hard enout^h. Why should we h.urt somebody
else. For everybody should be the best, not only you and me" (124),
He is also i.npressed with Helen's •)hilosophy of self-discipline. The
stru^.^le that ensues within Shrank is the novel and is reflected in the
mirror:
Sometimes he went around with a auiet ^rief in him, ^.s
if he had just buried a friend and was carryin,': the fresh
grave within himself. This was an old feelin- of his,
. • , On days when he felt this way l:e sometimes
headaches and went around muttering.; to himself. He was
afraid to look into the mirror for fear it would split
apart and drop into the sink, (35)
Helen in analyainf: Frank, with whom she is fallinfj in love, puszles:
At the very minute he was revealinr hii)i;;&Xf, sapin^: who
he was, he mode you wonder if it was true. You looked
into mirrors and saw mirrors and didn't know what was
ri^ht or real or ii.iportant, (121)
Tiu:ou.;h a confusion of events i-nJ ;;;roi7in,^ acceptrnoe of suffering;,
rV;aik slowly becomes Korris, not the shiftless wanderer he had apparently
been or the criminal he had once set out to be. The process is one of
set-backs and constant, usually bitter, introspection and self-recrimina
tion for his hidden crimes. After bein;^ cau-'-ht at his r^etty embezslin-
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just as he 'was riuittlng and half^rapinf^ Helen just as she was about to
offer her love to htin, the agony becomes especially bitter:
Then when he saw his face in the mirror he felt a nose-
thumbin?^ revulsion, 'tVhere have you ever been he asked the
one in the glass, except on the inside of a circle? ".Vhat
have you ever done but alv;ays the wrong thin^;? The self
he had secretly considered valuable was, for all he could
make of it, a dead rat. (l?^)
He thou.rht always of Helen. How could she know what was
coing on in him? If she ever looked at liim Ptjain she
would see Lhe same guy on the outside. He could see out
but nobody could see in, (13?)
There is, of course, the su^/;estion of tlie one-way mirror in the latter
example; circumstance and his own actions have clouded the possibility of
anybody seeing his real self. In the first example there is an echo of a
st<_tciient made by Richard Cha:-.e about characters in I'aulknor's As I Lay
Qying, a statement which would apply easily to Hawthorne's major chsrscters
as well as those of other American vrrtters: the aesr-jh for identity and the
rediscovery of the self can only be ;Jccoi3r->lished by breakin^^ out of the
circle of selfhood and discovering one's cominon humanity (209),
When Morris dies, Frcink returns to the store ^nd takes a ni^ht job
to help support it. The unfor.^ivin;.: Helen sees hiia one nifiht beliind the
counter:
He gaiicd witli burning eyes in a bony face, with sad re^'ret,
at his reflection in the window, then went drunkenly boCk
to sleep, (2/J.2)
Herein is the suggestion of j>sthctic recognition of the complexity of
his mixed nature and resignation at the dreariness of living one's best.
In the end Frank remains iiaprisoned in the ytore accepting the challenge
of making the business work and helpin;^ cnre for Ida and Helen with no
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DfoEllse of love in return. The drepriness is lijhtened dnl;/ by the fact
the sufferin;'' iiria;':e Frank now scjes reflected in winnuvis uhd in the
crjckfeU mirror is tliat of tht; wliolo man he co-aid becoirie atii wanted to
becofTie; he hijis obtain-aa the freedoin to aet dnd jo the ri.,ht thin;^ nnd can
face hijnsulf and his past with caln introsnection;
Rrank washed his face before the cracked dirror. His
thick hair needed cuttiri: but it coiild v^ait one iriore week.
He thou'-ht of grov/ln ^ himself a buard but was afraid it
would scare sopie of the customdrs avray, so he settled for
a must.-.che. He had been lettin.^: one i:row for two v;eeks
and was surprised st the amount of red in it. He soMstir-ies
wondered if his old lad.v had been n redhead.
The endings in Malamud's novels are less cherrful, less ontiinistic
than those in Hawti;orne's novels. This is oartially because the success
of Mfilamud's characters is deternitu-'d only bv the clearness of their
vision and the strength of their will; circumstances usually- work ajainst
the fate nnd ntace of the hero while Hawthorne manag'is circunistrnccs,
esoecially final circujiotanoes, iiore to fnvor his chariictcrs, Thirou.^hout
most of the novels, however, there exists a similar tone of desperation
yet hope, im^-risoninent while on a "luest. This is created by such thinjts
as the si^mbolicall^^ arranged settings, the light-drrk inogery, and the
mirrors. And this tone, created by tec'-.nir-ue, in turn creates the th.eme.
There are subtle differences in Hawthorne's and Malamud's view of this
thome wldcli can be perccivud in the .diTor ima^tery itself. The concen-
tratioii Oh "tarnished," ".Juskv," "dm," "din7/," -ind "bl.-rck" reflection:;
in ii:rwthorne lo seem to su-';c.st a r»lii^t£;enth cenlur.v eia-.Tasib on doubts
as to wliat the real nature of man wa.;'' while the "cracked,"^ fra ;ment..d,
.iivtrsc iidrrors in I'lr-Xainud also sesm to add to the icientity •roblara the
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cent.ury crisis of de^iliri?; 'rfith more diverse rersonsl relation-
Giilpti, ii more dcvcloiiu'd philo:jo;.;hy ol' in-iivi:iual freedom, snrl a feelini:
of worlJ kinsi-ip while tr^/ing to: dincover onesolf. In the fin.il analysis,
however, the jiirrors help create a coranoti theme thst en-;-h33izes Hr.wtliorne*s
and Milamud's deep understKudin.^: of the unavoidablt; du3liti<;3 in the human
predicament: the cirobii;uous nature of ;30od end evil; the power of love nnd
yet the tenrloncy to self-centerGdnf^'3s; the MOtentiyl of liu n to rise i^bove
hiincclf and hir. circiim::.tutjcei: and yet the confuijo.i, obscured vision often
accoinpsnyin;; tl-.ia Journey; .'ind the need for reisv-onaibilit.v to rjnd coioiaunion
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